Images of travel on the level of plot can be easily apprehended. However, to fmd evidence of this displacement on the level of discourse, something is needed to grasp and trace through the development of the narrative. A useful concept is the notion of voice. Distinct from point of view because it is not a product of the represented world, voice is a purely textual phenomenon. Voices can be embodied in "fictional speakers, nonpersonified interpretative positions, or linguistic ideologies" and are realized during the reading process (McHale 273) . Because of its emphasis on a contextualizing operation, this conception of voice is inextricably linked to the enunciative act itself and stands in opposition to ecriture, the materiality of which invites repetition and interpretation independent of the enunciative situation. Modern travel literature communicates a subject's attempts to cultivate a voice, attempts that result in dispersed writing. The traveler's efforts at establishing a subject-centered voice will be explored, first in a discussion about the nature and importance of textual voices, and secondly in textual analyses of two passages from Le grand voyage.
Imagine a game of Scrabble with whole phrases printed on each 223 1 chip. You are expected to create verbal situations from a random selection of chips whose combination must win the approval of your fellow players. A card game similar to this is explained in Francois Flahault's Jeu de Babel in which players are expected to invent situations from statements written on their cards. Because these situations must be approved by the other players, the game essentially works on the premise that what one invents is determined by the persons for whom it is being invented. Flahault writes that "Jouer au BABEL, c'est transformer un enonce (une carte) en enonciation; c'est lui donner des racines de sens en le reliant aux reperes de sa pertinence" (136). Laden with social meaning (and not simply semantic or linguistic), the game foregrounds the social dimension of language.
Saussure's opposition of parole to langue also distinguished the social from the individual (Saussure 31), the former being "une manifestation actualisde de la facultd de langage" and the latter "un systeme virtuel qui ne s'actualise que dans et par la parole" (Ullman 16). However, this is not the relationship that Flahault calls into play in his game. The social side of language that is crucial in BABEL is that which takes into account the idea that words mean according to interlocutors' positions. Parole is therefore an inadequate concept insofar as it does not account for relations between speakers.
Michel Pdcheux's Les Verites de la Palice rejects the traditional opposition of langue and parole (77) (78) (79) (80) (81) (82) (83) (84) , replacing the latter with what he significantly terms processus discursif2 Where parole represents an individual act, processus discursifis the name Pecheux gives to a system in which different linguistic elements (words, expressions, phrases) within an ideology can have identical meanings . Processus discursif takes emphasis away from the act of individual expression and places it instead on the potential for shared expression between individuals which is the condition under which meaning is produced (146).3This is the point around which Flahault's game operates. Ideological formations contain within themselves positions that determine what and how something can mean; consequently, meaning changes according to position in the ideological formation. BABEL forces a confrontation with the raw materials of language and communication.
Bakhtin/Medvedev criticized the Russian Formalists because they did not consider the raw materials in this light. Shklovsky's concept of "making strange" the habitual yielded nothing other than the negation of an old meaning rather than the production of the new,
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Studies in 20th & 21st Century Literature, Vol. 14, Iss. 2 [1990] Methodological discord in art scholarship can be overcome not by the creation of a new method, of one more method-a participant in the general struggle among methods which will exploit in its own way the factuality of art-but only by a systematic philosophical grounding of the fact and the uniqueness of art in the unity of human culture.'
The "grounding" of which Bakhtin speaks is his way of ensuring that meaning be sought after in the context of culture rather than in the isolation of a text. His emphasis on a "systematic" grounding from which he advocates scholarly practice recalls Pdcheux's replacement of langue/parole with a view of language as a relationship between two systems (base linguistique/processus discursif); studying language through this systematic approach forces language out from the isolation of formal epistemological analysis and into an arena that leads us to inquire into the conditions of production of discourse in any given situation.6 To do so means that the study of the constitution of a subject will utilize positions that the subject depends on for its existence.
John Frow also reacts against a solipsistic approach in Marxism and Literary History. Using Pecheux's two systems, he explains that literary language can and should be analyzed through ideology. Noting that Bakhtin/Medvedev regarded the Formalists' conception of ideology as "an individual-subjective fact rather than as a social relation of discourse" ( 89), Frow uses this critique to develop the idea that discourse should be studied with an eye to power relations determining discourse from within the text rather than to a reality external to it.' Interestingly enough, for Frow, viewing ideology as "a social relation of discourse" involves abandoning the characteristic epistemological correspondence between representation and its referential object because the assumptions that classical epistemology makes about the autonomy of objects conflict with the neomaterialist idea that "theoretical objects are constituted within definite ideologies and discourses" (Hinders and Hirst 318).8 Frow's emphasis on the reading process itself as an attempt to make the text mean rather than subject it to epistemological categories inherent in an external reality can be understood in his formulation of a theory of ideology:
that it theorize the category of subject not as the origin of utterance but as its effect . . . that it theorize the multiple and variable limits within which relations of power and knowledge are produced (61; my emphasis).
Ideology is therefore neither a cause nor a product of the relations between social structure and literary discourse, but rather a state that can be assigned to a text insofar as discursive activity represents tensions between voices among which resistance and domination do constant battle. Frow's definition of ideology must necessarily lead to a rejection of classical epistemological unities since epistemology presupposes a hierarchy of knowledge that permits one to "get at" meaning from the outside. His own view of ideology leaves no room for "external" reality because it is comprised solely of positions that multiply and vary inside discourse.
These positions are the salient points of what Bakhtin calls dialogism, the essence of which is that acts of enunciation are interdependent. Dialogical activity revolves around the idea that language is dynamic as it represents:
No living word relates to its object in a singular way; between the word and its object, between the word and the speaking subject, there exists an elastic environment of other, alien words about the same object, the same theme, and this is an environment that it is often difficult to penetrate (DI 276) .
This "elastic environment" is fertile ground for exploring Frow's conception of ideology because together they invite us to watch as a subject attempts to cultivate a voice. To examine thus means to abandon the notion of reality as ultimate truth and in its place aver that reality is a product of the situation. Flahault's La parole intermediaire elaborates this with the idea that the place one attributes to another determines what one says. Anticipating or reacting to the parole intermediaire is constitutive of discourse so that reality 4 Studies in 20th & 21st Century Literature, Vol. 14, Iss. 2 [1990] What then is the relationship of fiction to the repositioning of the nontextual real? Fiction, Pecheux argues, is the purest form of the subject's "meconnaissance" of the real (155). If the subject literally mistakes this reality, then meaning can be apprehended only in light of a mistaking subject. The constitution of meaning then depends on an imperfect subject. This contributes to an understanding of why Frow must indeed reject epistemology as a method to gain access to meaning and why Bakhtin must go beyond Formalism to erect his own theories.9
Common ground between Frow's conception of ideology and Bakhtin's theory of dialogism is marked by their belief that the subject's identity is determined through relations to other subjects. Meaning is a process rather than a static endpoint of analysis. Although they both emphasize context as an important criterion for literary analysis, they do, however, diverge in their opinions of the significance of a cultural context's capacities to inform textual analysis. Bakhtin's assumption that voices and positions pre-exist a text is countered by F row's that context is limited by discourse itself, that the reading process organizes voices and positions, an activity that results only then in a contextualizing operation." It is not that Frow denies the importance of historicity for textural analysis, but rather that the contextualizing operation determined solely within discourse yields two things: 1) a relationship to previous texts, and 2) more importantly, a way to perceive, through reading, that a text's relationship to preexistent (i.e. intertextual) voices and positions is not only harmonious but discordant as well.
While Bakhtin offers Frow a theory of the dynamic nature of the dialogical word, Pechaux and Flahault complement this vision with a theoretical and technical inquiry respectively into the importance of positions within discourse." In the present study, positions, and consequently the social nature of form, are of utmost importance. The focus on dialogism also emphasizes that ideology, in Frow's sense of the word, be ever-present in the textual analyses undertaken here.
The premise on which this study is based is that the constitution of the subject is a result of the enunciative act, rather than the converse. This shall be explored in Le grand voyage, the fictionalized account of Semprun's arrest and deportation by train to Buchenwald in 1944. As he tries to describe his journey, Gerard, the narrator, experiences a decentering, discursive as well as thematic, as a result of his ongoing encounter with otherness. Discourse is affected by the enunciative situation in such a way as to place the traveler in a constant state of homelessness, a state which in turn must affect discourse itself. The idea of homelessness becomes newly charged when viewed in light of the dialogical constitution of discourse and of ideology as a discursive construction of the "real." Through this approach, getting at the textual discordance that Frow speaks of will demonstrate the difficulties inherent in otherness in the modern travel narrative. The construction of the self only in relation to the construction of the other means that neither the self nor the other can be a privileged object of study; the analysis will proceed instead from passages in which the relationship between self and other can unfold in all its complexity.'2
In the first passage (86) Gerard tries to recall the first night he spent in the train on the way to the concentration camp. This event marks the first night of his trip into Germany and is significant for the way in which it is remembered. The opening sentence indicates that the passage revolves around his thoughts that night rather than his interaction with fellow prisoners. In a crowded train Gerard's discussion about Proust is an effective way to exclude the others and address himself as interlocutor. His memory of Proust's work as "le cote de chez Swann" without graphic underlining immediately signals to the reader that he is about to appropriate Proust's text as his own. And, indeed, in the following sentence he takes Marcel's famous first line "Longtemps, je me suis couche de bonne heure" and surrounds it with the emphatic "moi aussi" and "il faut dire" so as to make it sound more natural. Visualizing the smallest details of the garden in Combray, the church window, and the hawthorn hedge allows him to feel he is in Proust's text itself. But the emphatic use of "moi aussi" and "il faut dire," and the insertion of the compelling "seigneur" and the again emphatic "aussi" several lines later indicate the narrator's desire to convince an interlocutor other than himself that he had a similar past. edition of Proust's works. Gerard counters the accusation with a reminder that Juan enjoys Faulkner, a move which then results in a discussion about decadence in literary taste. The small power play between the two friends reveals that Gerard is not bothered by the accusation as long as his friend will admit to the same fault. The reader is actually left in the dark as to their discussion and, in the final sentence, reads only that "Nous avons tranche la question en decidant que ce n'etait pas une question decisive." The issue seems to go nowhere and nothing is resolved as suggested by the tension between "tranche la question" and "pas une question decisive." The protagonists occupy no definitive positions as the text ends abruptly with no sense of closure.
The idea of using literature as an "exercice d'abstraction" and as an object of intellectual study when discussing taste demonstrates how much Gerard is at ease with the discourse of literature. However, when he actually sets out to use Proust to help him survive his first night on the train, he does so in an intimate, confessional way. This is aggravated by the fact that he is shared between two textual spaces: that of the Recherche and that of his own narrative. The conflict he experiences as a result leads him to discuss popular culture and his own national identity as a Spaniard, as evidenced by his choice of "cette vieille chanson de mon pays" whose words he feels obliged to translate for us. When he mentions Proust again, it is in the context of a costly Pleiade edition which completely depersonalizes the first half of this passage about Swami's world. And at the very end of this passage, literature has become an object of discussion rather than a world into which he can project himself. Throughout the scene, then, Gerard has adopted the voices of a prisoner, a youth, a writer, a reader, and a countryman. But, as Bakhtin explains in his book on Dostoevsky, it is not enough to locate dialogical activity, one must also determine the angle at which voices refract (182). In this passage 1) Gerard earnestly recalls his youth with the help of a celebrated writer's memory; 2) a clue to the significance of the intimate sounding music he imagines as comparable to the Vinteuil sonata is found in a novel by a writer other than himself; and 3) he invokes the name of another famous author to defend himself in a brief repartee with his friend. Gerard cannot represent himself without recourse to another's voice, and in particular, to an authorial voice. In addition to the allusions to Proust, this passage also brings to mind Nerval's "Sylvie," with the traveler's reminiscences of youth in the country, folk songs, and a problematic vision of reality. The protagonist's name in Le grand voyage is further evidence of this intertext, for the name Gerard, a pseudonym that he admits to having selected for himself, makes reference to Nerval's own first name." The idea of self as fabrication highlighted here functions as an important element in the decentering of the subject.
As many voices struggle to present Gerard's past, he has set himself an impossible task by initially situating Proust as the voice to which he must compare himself. He has ultimately set himself up to keep from speaking in his own name because of a simultaneous admiration for and resistance to authorial discourse. Moving from one voice to the next with no hope of "settling in" results in discursive decentering. If the scene dissolves without resolution, without the hope of finding an answer to a "question decisive," it is because he is at home with none of these voices. There are two strains of voices that run through all of these: the narrator as a man of letters and the narrator who remembers the menace of impending death many years ago. Conflict between these two is irreconcilable and the indecisiveness of which he speaks at the end is apparent in the entire passage. There is resistance and tension as these voices confront one another; a discursive decentering takes place to such a degree that when he reaches back into a childhood which has since been colored by his experiences in the war, he has no choice in this passage but to write regretfully: "J'etais &sole, mais it n'y avait rien."
If this passage is dominated by a variety of voices, then it stands in sharp contrast to the next one under discussion (the novel's closing paragraph) because there is only one voice that prevails here (279). It is not surprising that one voice should be strong as it is at this point that Gerard passes through the gates of the camp to fully submit to his captors' power. Weak, exhausted, and cold, he has just arrived at the camp after many days in the train and is one in a line of prisoners who must march down a long avenue in order to reach the entrance to the camp. The scene is theatrical in its resemblance to a stage complete with lighting and sets, but he finds that one thing is missing in their dramatic approach: "la musique, noble et grave, de quelque opera fabuleux." As his head weighs like "des tonnes de coton neigeux" he suddenly believes he does hear music being played, "[dont l'envol est] ample [et] serein dam la nuit de janvier." The music wells into "vagues sonores" as lampposts explode with light. This direct reference to
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Rimbaud's "Je devins un opera fabuleux"" cannot be disassociated from the "dereglement de tous les sens" that accompanies his famous "Je est un autre."" The identification between the young poet and the narrator as a youth is not only complete here, but suggests on Gerard's part an awareness of this growing division of self. It is no wonder then, that the narrator, conscious he can no longer hold in check the various voices he has come to rely on in the course of the narrative, ceases telling shortly thereafter.
It does not matter if Gerard is hallucinating or if Wagner is really being played over the camp loudspeakers. What does matter is that he feels completely overwhelmed by his situation to the point that he imagines hearing the kind of music that his captors greatly respectthat of Wagnerian opera. His brain having been reduced to a cottony mass, Gerard gives himself over to an other. That is, he has adopted his captors' discourse and can hear only what they themselves would choose to listen to. The text is discordant with itself in that the narrator is conscious of having appropriated an other's discourse against his will, a fact that is revealed in labeling his final Dantesque sentence "quitter le monde des vivants" as a "phrase toute faite." The "rafales d'une pluie rageuse" cannot help but suggest that other definition of "rafale" as a burst of gunfire; at the end of his trip, the narrator screams in pain as he is forced to give himself over, discourse and all, to his captors. Perhaps the ultimate decentering here is in the dramatic recognition of self as other. The scene suggests Lacan's mirror stage in which the child, recognizing his or her own image for the first time in the mirror, experiences "une image morcelee du corps" that leads a subject to assume "l'armure d'une identite alienante" . Although the image of the constitution of the subject in this scene from Le grand voyage is not a specular one, it does reveal an acute self-consciousness that is a vital component of the dialectical mirror stage." Gerard's closing passage may be read as a brush with this confusing phase of one's development. Furthermore, because this passage actually portrays an endpoint of his development, the novel closes with a focus on a decentered subject with no hope for a move homeward.
Another element that demonstrates this move out of himself is his use of third person narration when referring to himself. At the end of the novel he shifts from first person to third person, thereby indicating an alienation from self, a need to address self as other. As stated in the passage, he has arrived at the end of his voyage, a point which apparently marks for him a division of self that can no longer be joined. Consequently, the narrative voice that speaks many years later in Le grand voyage is one which was divided sixteen years prior to the moment of narration. It is no wonder then, that as the narrator tries to find his voice in the text he is constantly thwarted at all points because a division of self is necessarily written into his text from the very beginning. Discourse is thrown off -center as a result of Gerard's "grand voyage." The shift from first to third person is one way this is effected.
This pronoun change is not unique to Le grand voyage as it is also a characteristic of other modern literary works, two of which help illuminate Gerard's use of this technique. In Simon's La Route des Flandres the concluding image of "une glace a plusieurs faces" (296) is appropriate to the problematizing of identity that Georges experiences in the novel. The oscillation between first and third person narration in Simon's text suggests that language functions as a promise of self in the way the subject moves back and forth between je and Gerard, on the other hand, making the decisive shift to il in Part Two, never alternates between first and third person. The identity that is produced through language here constitutes a complete rejection of the self for the other.
From a historical angle, Kafka's The Castle offers another perspective on the significance of Gerard's move fromje to il. Having originally begun his text in the first person, Kafka later changed all I's to the third person without affecting tone or storyline. This easy replacement of pronouns is significant, Dorrit Cohn points out in Transparent Minds, because in Kafka's novel the "focus was fully on the experiencing self, with the narrating self kept out of sight" (170) . 19 This would suggest that Sempnuf s novel in the first and third person emphasizes both the narrating and experiencing self, the narrating when he uses "he" and the experiencing one when he is represented through "I." Although this pronoun shift is a good example of Lacan's notion of the futility of self-identification through linguistic markers, the concept of voice carries this idea even further; the shift from first to third person is striking because Gerard moves from cultivating his own voice as a narrating self to the cultivation of his own voice as an experiencing self.
In the two passages studied, I have attempted to demonstrate not only that these voices exist, but A) that the relationships between them are dependent on the situation in which they are expressed, and B) that these relationships are not firmly grounded. On display here is Pecheux's idea ofprocessus discursifrather than Saussure's concept of parole because the former allows us to see discourse as expression shared between constructed subjects as opposed to the latter which envisions the subjective side of discourse only as an act of individual expression. Flahault's notion of parole intermediaire is at work as well because the speaking subject is constituted according to the positions it attributes to others in the enunciative moment.
Both passages deal with music, but reveal very different attitudes towards it depending on the situation in which they are articulated. On the first night of his voyage Gerard is relatively in control of keeping his attention focused on using Proust to carry out an " exercice d'abstraction." This activity yields a power struggle between voices which all attempt to justify, through a discussion about music, his relationship to literature as something intensely personal as well as something from which he can maintain intellectual distance. An examination of his final discourse at the end of the novel reveals that he no longer has any personal stake in the music he envisions hearing because the music he wishes to hear is that listened to by his captors. He is so traversed by otherness that his relationship to music is determined by his captors' discourse. This exemplifies Frow's conception of ideology insofar as the subject in the text is the effect of the utterance rather than its origin.
As Gerard sets out to reconstruct his trip, discourse is continually decentered in that it is based neither in the self nor in the other, but rather in a state of homelessness that prevents any voice from decisively maintaining its strength. If the Holocaust is considered "the ultimate nonsignifying ground," "the sign of the ultimately Real," then the activities of the Third Reich necessarily close off signification (Frow 59 If, according to Peter Brooks, "Plot itself-narrative design and intention-is the figure of displacement, desire leading to change of position," then this modem travel narrative, which I suggest exemplifies discursive fragmentation, may also be characterized by a fullness of desire whose Lacanian unfulfillment can only exacerbate the problem of fragmentation. Peter Brooks, Reading For The Plot, 84-85. This article will not focus on desire and the fragmented subject in the modern travel narrative, although a great deal of work remains to be done in this area. 2. He maintains the category of langue, but prefers to rename it base linguistique.
3. "Nous voyons apparaitre une sorte de complicite entre le locuteur et celui a qui il s'adresse, comme condition d'existence d'un sens de la phrase. Cette complicite suppose en fait une identification du locuteur, c'est-i-dire la possibilite de penser ce qu'il pense a sa place" (103). 
